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instead of resolving it down for the expected harmonic and melodic close, he raises the note to C# (Ex. 5). This note is associated with Sergei's sexual excitement, and at this point his arousal begins. As he hits the C#, the orchestra enters, agitated, with the nascent form of the lust motive, a quarter-against-eighth rhythmic gesture which reaches its finished form when he overtakes Katerina. It is at this point that Sergei is not going to take Katerina's 'no' for an answer. Katerina ignores (or does not hear) this crucial moment in the orchestra. In a further attempt to change the subject, both literally and musically, she turns this C# down to A, establishing A major briefly. Sergei diverts the melodic line again, while the lust motive boils more rapidly in the lower strings (Ex. 6). The more Katerina resists, the more persistent Sergei becomes, and this is where we first hear the most material and explicit manifestation of male sexuality -the famed musical erection in the solo trombone line -the primary surface characteristic associated with the infamous 'pornophony' (Ex. Shostakovich both finds musical materials which graphically and literally portray the mechanical and crudely physical aspects of sexuality, and repeats them to keep sex very much in the foreground. Examples of such materials include the mechanistic and menacing 'lust' motive which occurs in both the Aksinya and Katerina scenes, the rising vocal line which typically signals Sergei's sexual arousal, the 'pusti' ('let go') motive which the women use unsuccessfully to deter the men, and the lewd and raunchy saxophone glissandi which accompany each of these scenes. It was these 'naturalistic' depictions of sex and violence which Pravda attacked. How can we explain this emphasis on sexual violence, and how does it fit 19 Shostakovich's exposure to the style resulted in his two 'Jazz Suites' -essentially orchestrations of popular dance music of the day -and the inclusion of jazz elements in his theatrical works in a parodistic vein. Clearly, emancipation was a double-edged sword: the Revolution was meant to free women by eliminating the more oppressive domestic and economic aspects of traditional marriage, while allowing them to explore their sexual desires unfettered. However, the dissolution of the bourgeois and primarily Christian value system upholding marriage also involved the disappearance of traditional behaviors (courtship, for example) and obligations (alimony and child-support among them). While many young people rejected love along with other traditional values, single and especially older women were left with a heavier burden than they had carried 24 The state was powerless to reduce their increasing numbers, as were the mothers and fathers who abandoned them because they were unable to care for them. Attempts to reform the criminal behavior or financially aid the bjesprigornye proved futile, as they had already divorced themselves from conventional morality at a young age. Not surprisingly, it was from their ranks that Stalin eventually recruited many of his henchmen. Child prostitution was rampant amongst these orphans (a typical wage for sex was a crust of bread before the Revolution. And, while public opinion considered love a bourgeois eccentricity and marriage a passe convention, no immediately viable alternatives emerged within an environment whose sexual atmosphere had already escalated. Intellectual debate on the sexual emancipation, especially of women, went as far back as August Bebel's 1879 work, Women and Socialism, which described marriage as a capitalist construct which imprisoned women both economically and sexually. He was one of the first to argue that the sexual impulse was neither moral nor immoral, but a natural expression of human life, an instinct as natural as hunger and thirst.
By the 1920s, this attitude was popularly known as the 'glass of water' theory, which maintained that sexual relations should be as natural and casual as drinking a glass of water. This theory was associated with a Central-Committee member and feminist named Alexandra Kollontai.
Kollontai, the New Woman, and Winged Eros
Kollontai not only spearheaded the feminist movement in the 1920s; she was also politically active in a number of arenas: after the October Revolution, she was named commissar of public welfare, the first such high ministerial post occupied by a woman in modern history. Although she worked tirelessly for women's emancipation and the organization of female workers, her most famous contributions came in reforms to the family code which attempted to protect women's legal rights in the case of divorce or desertion. But, she was also highly criticized for her support of the new sexual morality, and the 'glass of water' theory which so intrigued the public was long, and erroneously, thought to have originated with her. Spurred by tension over the 'woman question' which was a natural result of the dissolution of the traditional family unit, Kollontai developed her own ideas about women's roles both in relation to men and in society at large. She saw sexuality as both political and personal, and as an appropriate theme and subject of the These sexual debates clearly extended into Shostakovich's own personal life, where echoes of Kollontai's sentiments appear in a letter of 1923. Writing to his mother about his first love, Tatyana Glivenko, Shostakovich states, 'I want to submit a little philosophy. Pure animal love ... is so vile that one doesn't need to begin to speak about it. In such an instance, a man is no different from an animal. But now, suppose that a wife ceases to love her husband and gives herself to another, and that they start living together openly, despite the censorious opinions of society. There is nothing wrong with that. On the contrary, it's even a good thing, as Love is truly free.'30 He goes on with a Kollontai-like description of marriage: 'The oath sworn before the altar is one of the worst features of religion. Love cannot last for long. Of course the best thing one could imagine would be the complete annulment of the institution of marriage, with all its fetters and responsibilities, but this is of course a utopian wish.'31 He repeats 'love is truly free' several times in the letter, no doubt echoing the contemporary debates on 'free love', in which Kollontai played a major role.
Shostakovich's opera contains two striking reflections of sexuality during this time: not only the brutish, callous, and disrespectful attitudes to women and sexuality, which corresponded to everyday life, but also elements of Kollontai's ideas about the Winged and Wingless Eros which informed intellectual discussion. As well as intensifying the story's sex and violence, the libretto departs most radically from the original in its portrayal of the protagonist. Leskov's Katerina is startling in her lack of complexity; scholars agree that her inhumanity is one of the most horrific aspects of the story. With no insight into her inner life, the reader is left with the impression that she acts with no remorse or reflection. Shostakovich and Preis transform her from a cold-blooded killer to a tragically betrayed heroine. As a victim of bourgeois society, abused and degraded by those around her, Katerina emerges almost as the battered soul of Russia. Shostakovich gives her the most lyrical, sensual, but also most Slavic-sounding music, beginning the opera with a soliloquy which sets the tone for her musical and emotional portrayal throughout the work. The foal runs after the filly, the tom-cat seeks the female, the dove hastens to his mate, but no one hurries to me. The wind caresses the birch tree and the sun warms it with his heat, for everyone there's a smile from somewhere, but no one will come to me, no one will put his hand round my waist, no one will press his lips to mine, and no one will stroke my white breast, no one will tire me out with his passionate embraces. The days go by in a joyless procession, my life will flash past without a smile. No one, no one will ever come to me. The utopian emancipation that Kollontai describes, however, and that Shostakovich portrays musically, does not ultimately lead to Katerina's happiness, but to the destruction of herself and all around her. And this is because, on a fundamental level, she fails as the New Woman, slipping into the ways of the pre-Revolutionary past against which Kollontai inveighs. Although true love is liberating, Kollontai warns against a free union based on 'great love,' a hallmark of pre-emancipation. She defined this as an all-consuming, tragic mistress-lover relationship which drains the energy of both partners and suppresses the ego of the woman. A likely accomplice in the creation of great love is the 'Don Juan,' described by Kollontai in 'The New Woman,' but also a perfect picture of Shostakovich's Sergei: 'The experienced Don Juans not only understood how to take a woman's body, but they also ruled her soul, in that most of them acted out the comedy of "understanding," exhibiting a tender-solicitous attention to [her] unimportant "ego," which her own husband inconsiderately and indifferently of Katerina's passion with Kollontai's description of New Woman 'Tatiana': 'A passerby stirs her soul, she weeps, is inflamed and gives herself to him. Simply and straightforwardly she wrests for life her small earthly joys.' But Katerina cannot live up to the New Woman's next move: 'she does not want to bind her life to the passerby: "That's not for me -no, I don't like that. Yes, if only you were a peasant! But this way, it makes no sense! That might do for an hour, but not for a whole life!" And she goes forth, gently smiling at him in farewell, she goes forth in search of the happiness of which she dreams, she goes forth lost in her own thoughts, as though she were alone in the world, and as though everything willed to be created anew by her.'37 Katerina's desperate and murderous love could not be farther from Sergei's 'great love,' or perhaps Katerina needed to be desexualized before the consummation scene (which follows directly on this aria) to make her more sympathetic as a rape victim, less complicit in her own sexual life. Alternatively, the exchange of the physically powerful horse for the dove could be read as more in tune with Kollontai's 'winged' Eros of love and the 'wingless' Eros of lust. In other words, the substitution of the sexually climactic phrase 'No one will put his hand round my waist, no one will press his lips to mine, no one will stroke my white breast, no one will tire me out with his passionate embraces' with 'Always with someone I love not, always locked up. Oh, there is no liberty, no freedom. I cannot fly.' suggests that it is the freedom that love brings, rather than its physical satisfaction, that arouses Katerina. By extension, this reading suggests that Shostakovich and Preis wanted to create a more sympathetic and thoughtful version of Leskov's carnal heroine.
The original text of this aria did not make it to the stage, it was not included in the 1935 published score, Stalin never heard it, and it was not reinstated in Shostakovich's remake of this opera thirty years later.45 So, for all that Pravda complained that 'love is smeared all over the opera in the most vulgar manner,' it is possible that Shostakovich took the preemptive strike. In this work of sexual excess in which male sexuality takes the main role, perhaps the Winged Eros of feminine desire was more than the composer and librettist were willing to indulge.
Perhaps they decided on second thought that Katerina, like Kollontai, simply talked about sex too much. 45 According to Richard Taruskin, this text was reinstated only in 1996. For a more exhaustive discussion of this text and its exclusion from Lady Macbeth, see Taruskin, 'Entr'acte: The Lessons of Lady M.' (see n. 11).
